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ABSTRACT 


The high and relatively recent interest in the phenomenon of heterophony has generated a 
variety of new compositions and theories among twentieth-century composers and theorists. 
Paradoxically, the first proper theories date back to the late 19'^ and early 20* centuries (C. 
Stumpf - 1897, G. Adler - 1908, etc.), but the first description of the phenomenon dates back 
to Antiquity (Plato, The Laws 812D). As a compositional technique, it became frequently used 
in the 20" century, but originally it was an ancient phenomenon, traced back to Antiquity. We 
are undoubtedly facing an ancient musical phenomenon, taken from primitive and traditional 
music, frequently used by the composers of the last century. 

Most Romanian composers turned their attention to the phenomenon; among them, we 
mention George Enescu, Sigismund Todutá, Vasile Herman, Anatol Vieru, or Cornel Táranu, 
but the most important compositional and musicological contributions belong to Stefan 
Niculescu. 

This succinct and problem-oriented article provides an overview of Niculescu's theory on the 
phenomenon and the related theories. We will inevitably touch on issues such as basic 
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syntactic categories, synchrony, texture and the one-multiple binomial, the last one being 
illustrated through a brief analysis of some of the composer's works. 

Keywords: heterophony, syntactic categories, synchrony, texture, one-multiple, Stefan 
Niculescu. 


1. Introduction 

The title of this paper has a double inspiration. The former is the attempt to 
illustrate the orthoepic aspect related to this phenomenon, whereas the latter is the 
title of a symphonic work by Cornel Taranu, which, according to the title, seems to 
revolve around the same problem: orthoepy. Among the many musical phenomena, 
this one certainly involves a high degree of ambiguity, and we would go even 
further and describe it as utterly paradoxical. We know the beginnings of the 
phenomenon only approximately, and we do not know its possibilities of 
application either, or at least the opinions are divided!. We do not have a consistent 
and clear terminology (at national and international level) for defining the 
phenomenon, which is probably the fundamental and most important issue?. What 
is heterophony? An accompaniment technique, a syntactic category, a variational 
structure, a polyphonic structure, a folk music-specific phenomenon, or a 
compositional technique? A little bit of each. This first approach is an attempt to 
review all these terminological and theoretical aspects, highlighting the most 
relevant ones, especially in the writings and works of Stefan Niculescu, and also an 
attempt to define the phenomenon. 

To begin with, we propose a little exercise. We are facing a musical 
phenomenon with a history of thousands of years. The first description of the 
phenomenon, albeit without mentioning the term, dates back to Antiquity (Plato, 
The Laws 812D), whereas the proper theories on the phenomenon date back to the 
end of the 19 century and the beginning of the 20" century (C. Stumpf — 1897, G. 
Adler — 1908, etc.). Most of the theories on the phenomenon agree that heterophony 
is essentially a superimposed simultaneous variation, namely a plurivocal structure 
(minimum 2 voices), a basic melodic line superimposed upon its variation/s. This is 


1 The scientific opinions are sharply divided in terms of the existence of the phenomenon during the 
different stylistic periods. Some researchers apply the phenomenon to the entire music history, whereas 
others, only to certain stylistic periods, and things get more complex when the phenomenon assumes 
different acceptations, in that the phenomenon existing in Antiquity would acquire a different character 
and role in 20'-century music. We will return to these aspects. 

? Look up the term "homophony" in dex online. You will notice that in DEX 2009, according to the musical 
acceptation of the term, homophony is defined as a musical structure, whereas in DTM 2010 (Dictionar de 
termeni muzicali [Dictionary of Musical Terms], 2010), it is already defined as a syntactic category. 
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revealed by a simple Google image search (see Appendix 1)? However, before 
moving on to the definitions, I would return to the proposed exercise. Heterophony 
has an ancient history. It has its origins in ancient music, but we also find it in 
traditional music. The paradox of the phenomenon mentioned in the beginning 
materializes through this double guise of "plurivocality" in "monovocality'^. That is, 
the presence of multiple voices (regardless of the sound source) in a "mono-" type 
of thinking. The same is also true in traditional music, where we find heterophony 
primarily in group singing, being, again, essentially, a "mono-" type of thinking or 
principle, projected on the scale of an entire group (with the best description of the 
phenomenon probably being that of unity in diversity). We will notice that the 
terminology will become more and more difficult as we continue reviewing the 
different theories. Thus, the proposed exercise would be to observe the 
phenomenon throughout the history of music based on the governing principle of 
thinking that is specific to each period, an interesting exercise which, if we accept 
the essential features of heterophony as being the ones listed above, can already give 
us a first variant of dividing the phenomenon into stages. 

Thus, we speak of a first stage of a “mono-”, or essentially monodic, type of 
"musical thinking". Here we can include mostly the old, ancient music, up to the so- 
called birth of polyphony between the 11" and 13 centuries (Ars Antiqua). Some 
early forms of polyphony were also encountered before this moment, but this music 
was not based on a "pluri-" type of thinking, but on a "mono-" types. Here, 
heterophony, as Plato also defines it, emerges primarily as a result of an 
accompaniment technique, to which we would also add the improvisation technique 
or principle. Beginning with the emergence of the organum, we are witnessing the 
birth of the "poly-" type of thinking. From this moment on, we have rules for voice 
overlapping and leading from which the idea of counterpoint would also gradually 
emerge. This overlap and "poly-" type of thinking, along with the priority given to 
text intelligibility, would later give rise to the idea of simultaneity or verticality 
(though not functional), that is, of homophony. Here, we are already operating with 


3 Although a Google search may seem less scientific, it was an essential step for a correct overview of the 
general perception of the phenomenon. Today almost everyone does a Google search on various 
phenomena, even on musical ones. 

4 Here, the term "vocality" refers to a musical idea in the literal sense of theme or melody, and not to the 
sound source. We intentionally have not used the term polyphony, because that would take us further 
ahead in history. 

5 Even in this case, the most appropriate and accepted terminology would be that of monody, used, in this 
case, in comparison with and in relation to the term monophony (a phenomenon specific to the great 
medieval Christian musical traditions). 

6 A relevant reading in this context may be the book entitled The Rise of Music in the Ancient World East 
and West by Curt Sachs, published in 1943, in which the musicologist deals with the musical aspects of 
the main ancient cultures. 
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concepts that we have not yet defined. Beginning with the Baroque period, the 
functional tonal system established itself and dominated musical life for centuries 
and, what is more, it has dominated musical education until today. With the birth of 
this system, polyphony, homophony and perhaps even heterophony would acquire 
new values, generating all the musical genres used to this day (with some 
exceptions), while the essential feature has become the functionality and 
"dominance" of the tonic. "Exceptions", because the 20'^ century represents, we 
would say, a particular case of sound organization and needs to be treated 
separately; as Pierre Boulez wrote in 1963, “The world of music today is a relative 
world [...]”.7 However, in our opinion it would be wrong to define heterophony as a 
more evolved form of organum or a complex polyphony (with a monothematic? 
character), or as the simultaneous treatment of a musical material in a classical 
symphony with different degrees of development, but which contains the germs of 
the superimposed simultaneous variation and that unity in diversity. Heterophony 
has not found its place in the functional tonal system unless the phenomenon is 
viewed from a different point of view, namely a mathematical, Cartesian one. 

Up to this point, we are faced with a simple exercise. Without a clear 
definition of the phenomenon, this structuring lacks validity, and the technique of 
the superimposed simultaneous variation can be applied to the different types of 
organum. However, the principle of approaching different periods based on musical 
thinking or on the way the sound material is organized remains valid. Thus, an even 
clearer definition is required, but before that, we will review the most important 
theories (especially in Romanian musicology) on heterophony. 


2. Theoretical and terminological considerations. Stefan Niculescu 

The most important theoretical (and compositional) approach to this 
phenomenon in Romanian musicology belongs to Stefan Niculescu’. He first 
published his theory of syntactic categories in 1973, but his theory of heterophony 
had been published 4 years earlier, in 1969 (later also in French, in 1972). 
Interestingly, in the 1969 first publication, the phenomenon of heterophony was not 
defined as a basic syntactic category. Although Niculescu was not the only 


7 “The world of music today is a relative world", in Pierre Boulez, Boulez on Music Today, translation by 
Susan Bradshaw and Richard Rodney Bennett, Harvard University Press, Cambridge, 1972, p. 35. 

8 A term that is less appropriate for a Renaissance context, used here as a central musical idea. 

? Romanian composer and musicologist (1927-2008), author of numerous theoretical writings on Enescu's 
works and on the problem of syntactic categories and heterophony. Perhaps the most characteristic 
feature of his works was heterophony and the symbiosis between mathematics and music, with possible 
(unconfessed) inclinations toward spectral music. 
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Romanian musicologist or composer interested in this phenomenon, his theoretical 
contribution was definitely the greatest.! 

Although we already have a general idea of heterophony, a stratified 
variational structure with a monothematic character, a phenomenon also found in 
that Google search (see Appendix 1 or Appendix 1.1), this first definition can easily 
place us in an area of polyphony. It is even more difficult to discover the origin or 
periodization of the phenomenon and place heterophony among the different 
compositional techniques. All these aspects are broadly described in Peter Cooke's 
article on ,Heterophony" (2001) from The New Grove Dictionary of Music and 
Musicians, or in the sources already mentioned by Plato (less), C. Stumpf or C. Sachs. 
Further, in the 2010 edition of the Dictionar de termeni muzicali [Dictionary of Musical 
Terms], we find a much broader definition, which also includes the presence of the 
phenomenon in the traditional Romanian music (actually, an important source in 
Enescu's oeuvre): a "special form of multivocality, which is due to the rhythmic and 
intonation deviations of the voices from the unison state, and involves its alternation 
with the simultaneous unfolding of the melody and its variants."!! The alternation 
between unity (unison) and diversity (those rhythmic-melodic deviations) 
represents the foundation of Niculescu's theory on the phenomenon. Niculescu also 
considered heterophony a phenomenon with an ancient history and with 
representative aspects in the area of ethnomusicology, although he turned his 
attention primarily to some possible applications in the field of composition. He 
considered the phenomenon as a compositional technique specific to the 
20 century, around which he built his theory of the basic syntactic categories. 
A shorter definition given by him states the following: "Heterophony is [...] a sort of 
improvisational disturbance of the monomelodic fluency, placed between unison 
(octave) passages"?. Both Pierre Boulez (also quoted by Niculescu) and the 
Romanian musicologist-composer Constantin Ripa in the first volume of Teoria 
superioară a muzicii [The Superior Theory of Music], define the phenomenon of 
heterophony very similarly. Thus, the idea of the stratified variational structure, 
which alternates between density and rarefaction (according to Niculescu's 
terminology), or between unity and diversity with possible improvisational features, 
is and can be generally accepted. 


10 , Eterofonia" [Heterophony] (in Studii de muzicologie [Musicology Studies], vol. V, Editura Muzicală, 
Bucharest, 1969) and ,,O teorie a sintaxei musicale" [A Theory of Musical Syntax] (in the Muzica [Music] 
No. 3, Bucharest, 1973), both published by Stefan Niculescu also in Reflectii despre muzică [Reflections 
About Music], Editura Muzicalá, Bucharest, 1980. 

1 Dicționar de termeni muzicali [Dictionary of Musical Terms], Bucharest, Editura Enciclopedică, 2010, 
https://dexonline.ro/definitie/ heterofonie, accessed November 22, 2019. 

12 Niculescu, Stefan, Reflectii despre muzică [Reflections About Music], Bucharest, Editura Muzicală, 1980, 
p. 274. 
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The reluctance to associate heterophony with polyphony in this text is also 
reinforced by the caution displayed by the above-quoted theorist-composers. Both 
Niculescu and Boulez regard heterophony as equal in importance to monody, 
polyphony or homophony, but at the same time Niculescu, quoting Boulez, also 
emphasizes that heterophony cannot and should not be confused with polyphony, 
“which makes a structure responsible for a new structure.” !3 On this line of ideas and 
according to the Dictionar de termeni muzicali [Dictionary of Musical Terms] and with 
C. Sachs, we are dealing with a technique that precedes polyphony, which was 
therefore originally guided by a "mono-" type of thinking. In any case, we can agree 
with Niculescu or Boulez that heterophony is an intermediate sound phenomenon 
between monody and polyphony, and we would add even between all the three 
(homophony included) in certain cases, and, above all, preceding all the three. 

Niculescu further considers heterophony to be an oscillation between two 
fundamental states, the state of fusion (a "mono-" type of deployment) and the 
branching state (a "poly-" type of deployment), while the latter is, in fact, the 
heterophony proper, a simultaneous distribution of the same musical material 
varied in several voices'^. This very alternation or oscillation between “mono-” and 
“poly-”, or the one-multiple binomial, can represent a possible form generated by 
heterophony, which Luminița and Gheorghe Duticá call synchrony’. 

In his investigation, Niculescu also approaches the problem of perception of 
sound events in the examination of heterophony. He differentiates three 
fundamental types: a) rarefied sound events (in which the constituent units are so 
distanced in time that they cannot be incorporated in the same fluency), b) detailed 
sound events (the units being noticeable both in themselves and in relation to the 
other units), and c) agglomerated sound events (where the units are so many per 
time unit that they can no longer be perceived individually, but globally)!*. It is an 
appropriate albeit partial classification, as it touches and examines the problem of 
perception only in terms of time and stratification. To these, we should add at least 
the (composer's) intention, as well as performance. The following question arises: 
does an overly agglomerated, aurally imperceptible heterophony cease to be 
heterophony? Yes and no, depending on the score, performance and audience. 
Niculescu attributes the extremes (rarefied and agglomerated events, respectively) 


13 “[...] polyphony, which makes a structure responsible for a new structure", in Pierre Boulez, Boulez on 
Music Today, translation by Susan Bradshaw and Richard Rodney Bennett, Harvard University Press, 
Cambridge, 1972, p. 117. 

M4 Stefan Niculescu, op. cit., p. 274. 

15 Luminita Duticá, Gheorghe Duticá, "Generative Syntaxes: Macro-Heterophony and the Form of 
«Synchrony»", in: World of Academy of Science, Engineering and Technology International Journal of Humanities 
and Social Sciences, vol. 10, No. 7, 2016, link: https://publications.waset.org/10008465/pdf, accessed 
November 27, 2019. 

16 Stefan Niculescu, op. cit., p. 274. 
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especially to 20-century music, considering that the comfort zone of heterophony is 
the area of agglomeration. He also adds that a polyphony or homophony placed in 
the area of agglomeration tends toward heterophony, concluding that virtually any 
sound phenomenon in the area of agglomeration becomes heterophony, that is to 
say, texture, in which “the individual is drowned in the collective."'7 The definition 
of texture is important, but at the same time extremely problematic, at least from 
two points of view. Firstly, the agglomerated or complex sound masses may 
nevertheless be "identifiable" from one another, as in Gyórgy Ligeti's Volumina. 
Thus, adding a fifth syntactic category (texture — according to Niculescu) would be 
appropriate. Secondly, it is problematic because although the term is very clearly 
defined and introduced by Niculescu in the Romanian terminology for the 
agglomerated sound masses specific to 20-century music, it is very freely used and 
translated from the international terminology, where this term denotes the sonic 
aspects of the musical structure, or, in other words, the writing style. Thus, we come 
to the use of "texture" for different stylistic periods, a term that has a place only in 
the 20" century. 

From the beginning, Niculescu sets the limits within which he will conceive 
his theory; an area independent of vocabulary and morphology, more precisely, a 
syntax uninfluenced by the different systems of organization (modal, tonal or serial), 
styles or cultures!*. According to Niculescu, the syntactic phenomenon is the 
relationship between different sound objects, which, however, ignores the nature of 
those sound objects, and the purpose of studying syntax is to study these 
relationships”. Thus, he obtains an abstract syntax (based on succession and 
simultaneity) and a real one (particular cases of abstract syntax)?. The author 
completes his theory with the possibility of illustrating the syntactic categories as 
sets and defines each syntactic category (of the four) through the abstract syntax, i. e. 
through the relationship of succession-simultaneity. Thus, in his theory, monody, 
for example, will be defined based on succession, whereas homophony will be 
defined based on simultaneity and monody. Based on these definitions, syntactic 
categories can be generated as sets. In addition to this illustration of the syntactic 
categories as sets, there are two key aspects worth emphasizing. The former is that 
Niculescu generally defines the four sound phenomena from the perspective of a 
single phenomenon, i. e. that of monody. The latter is that, probably because of the 
abstract syntax and the relations of succession and simultaneity, his theory of the 
four sound phenomena has become strongly mathematical and above all linear (or, 
we would say, Cartesian, as we mentioned at the beginning of this paper), an idea 


17 Idem, p. 275. 
18 Idem, p. 279. 
19 [bidem. 

20 Idem, p. 286. 
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also proposed by other musicologists, including Valentina Sandu-Dediu or Irinel 
Anghel. However, we would also add that through his theory, Stefan Niculescu 
managed to capture, describe and define these sound phenomena with great caution 
and minuteness and that it is precisely through this linear approach to the 
phenomena that he opened possibilities for slightly exaggerated approaches. To 
these, we would probably add the main problem that has developed, namely the 
terminological one. 

Through his theory, Niculescu managed to merge three major scientific 
areas, namely music, mathematics and linguistics. Although he initially chose to 
exclude the relationship with linguistics (except for the use of certain concepts taken 
from linguistics), the connection nevertheless remained strong, given that he opted 
to use the concept of syntax. In the second half of the 20‘ century, after Noam 
Chomsky and his theory of generative grammar, the problem of syntax and 
grammar became one of the central concepts in many fields (music included). The 
complexity of the terminological problem is amplified when we notice that in 
Romanian terminology there are two fundamental applications of the same term, 
where one is the theory of syntactic categories, and the other one is the application 
of the term in the area of musical forms (beginning with Hugo Riemann). In this 
latter area (of musical forms), the Cluj school, starting from Sigismund Toduta, 
Vasile Herman and Valentin Timaru, has created its own theory of musical forms 
around two central concepts, morphology and syntax?.. According to this theory, 
morphology represents a microstructure of musical analysis, encompassing the 
basic musical units up to phrase and period, whereas syntax represents a 
macroanalysis, encompassing large musical units, starting from the period up to 
various principles of form. Our dilemma thus becomes obvious, as we are faced with 
two distinct approaches to the same concept, and things become even more 
complicated when we notice that although Niculescu's definitions of monody, 
polyphony, homophony and heterophony are generally accepted, his theory of 
syntactic categories is not. 

In short, in Stefan Niculescu's theory, monody is a horizontal distribution of 
sound objects (comprising pitch and duration); polyphony is a vertical distribution 
(a superimposed structure) of distinct monodies, which evolve relatively 
independently (this definition “hints” at heterophony); homophony is a bit 
problematic, as Niculescu defines it as a dilation or vertical distribution of the limits 
of monody (which with the birth of the functional tonal system acquires even greater 
importance); heterophony is the most problematic of all, being a vertical distribution 


?! The problem of morphology and syntax is not identical, given that in the case of Todutá and Herman 
there are certain differences in terms of content compared to Timaru's theory, but we will not dwell on 
this issue here. 


Musicology Papers, XXXVI/1, 2021 
118 


Peter Koter 
Heterophony. Theoretical and Analytical Considerations 


of the same monody?. Although this was a very brief overview of this theory, one 
can easily notice the schematic thinking, the definition of all the types of syntax 
based on monody and the "Cartesian" presentation of the four sound phenomena, 
which can lead to a definition in terms of mathematical sets (set forth by Niculescu 
himself), as well as to possible graphic definitions of the phenomena, especially of 
heterophony. For example, following this last idea of graphic representations, 
musicologist Teodor Tutuianu, in his work Spectromorfii in partituri Palestriniene si 
Bachiene [Spectromorphies in Works by Palestrina and Bach] (2005), applies the 
heterophonic phenomenon to the works of the great composers Bach and Palestrina, 
identifying 14 distinct types of heterophony in their works. 

All of them are described, argued and commented on in detail, differing 
only in terms of point of view and manner of approaching the same sound 
phenomenon. However, just by naming a few representative writings from the 
“avalanche” triggered by Chomsky, such as the famous Harvard lectures on musical 
syntax given by Leonard Bernstein in the 1970s, or the colossal application of 
Chomsky's theory, O teorie generativa a muzicii tonale [A Generative Theory of Tonal 
Music] (1996, Romanian translation from 2011) by Fred Lerdahl and Ray Jackendoff, 
to classical music, or the article The Concept of Musical Syntax (2016) by Joseph P. 
Swains, we can agree that the intersection of linguistics with music is as important 
as it is problematic. The use of the concept of syntax in music according to the 
linguistic principle and through a comprehensive approach means including both 
the melodic and the rhythmic organization, the dynamic and timbral delimitation, 
as well as the analysis of the thematic-motivic process, without omitting the problem 
of tension and resolution. Therefore, in our opinion, a re-evaluation of the possibility 
of classifying the four sound phenomena (monody, polyphony, homophony and 
heterophony) as syntactic categories would be appropriate. 


3. The one-multiple "problem". A brief analytical incursion 

The following examples are meant to highlight a single idea that underlies 
Stefan Niculescu’s theory, namely the one-multiple binomial”. This principle 
underlies his theory of heterophony and at the same time was at the centre of his 
compositional preoccupations, being present throughout his oeuvre under various 
forms. A representative work in this respect is Aforisme de Heraclit [Aphorisms by 
Heraclitus] for 20 solo voices, with the possibility of being also performed with a 
mixed choir. The work was completed in 1968 and was dedicated to the Madrigal 
Choir and to conductor Marin Constantin. It is structured in seven movements, with 
a relative numbering, but with all the movements performed attacca. The fourth 


22 Stefan Niculescu, op. cit., pp. 282-283. 
23 Here, the composer refers strictly to the heterophonic phenomenon as a compositional technique and 
not to the possible (formal) projections at the level of the entire ensemble. 
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movement, entitled Toate sunt unu [All Are One] (see examples 1-3 for selections 
from the score of this movement), lasts about 2 minutes and covers 26 measures. 

At first contact with the score, we notice an extremely meticulous graphic 
notation, with exact or relative sounds and, sometimes, even with the treatment of 
the human voice as a percussion instrument. Actually, the score of the entire work 
is preceded by an extensive legend, in which the composer presents each graphic 
sign and explains exactly what effect it should produce. We will identify various 
combinations and types of glissandi, trills, tremolos, whispered moments, and a free, 
quasi-improvisatory rhythm, with everything accurately notated in the score. The 
dynamics of this movement are medium to low, with many fluctuations, achieved 
through dynamic changes or, mainly, through different superimposed sound effects. 

At a closer look, this movement can be structured into sections. We have 
identified a sound centre, the note G#, and three clear stops on this note (on the 
octave G#-G#!), on the syllable "-nu". According to the number of unison moments, 
the work could be structured in three sections, but we will identify a total of four 
sections. Although we can identify moments that could be characterized as 
“thematic”, we will nevertheless not opt for a “classical” schematic presentation, as 
the work is not conceived according to a "classical" formal pattern, being essentially 
representative of the one-multiple oscillation. Section 1 covers the first 10 measures 
(the last measure being the first stop in unison — see Ex. 1): 
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Example 1. Stefan Niculescu, Aforisme de Heraclit, Nr. 4 Toate sunt unu [Aphorisms by 
Heraclitus, No. 4, All Are One], mm. 8-13 
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Section 2 covers the next 4 measures (the last measure being the second stop 
in unison — see measure 14 of Ex. 2): 
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Example 2. Stefan Niculescu, Aforisme de Heraclit, Nr. 4 Toate sunt unu [Aphorisms by 
Heraclitus, No. 4, All Are One], mm. 14-21 
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Section 3 covers the next 7 measures (there is no stop in unison here), 
whereas the last one, section 4, covers the last 5 measures, where the last measure is 
the third stop in unison. This last measure represents at the same time a totalizing 
and extremely concentrated moment (see measure 26 of Ex. 3): 


Example 3. Stefan Niculescu, Aforisme de Heraclit, Nr. 4 Toate sunt unu [Aphorisms by 
Heraclitus, No. 4, All Are One], measures 22-26 
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Throughout the entire movement, the composer alternates several planes, 
the first one being the centre on G#, whereas the rest are an extensive glissando (see 
mm. 11-13, bass 2-5 of Ex. 1, or mm. 15-21, alto 2-5 of Ex. 2), entries in stretto from 
the note G# followed by various glissando or vibrato effects (see mm. 11-13, alto 2-5, 
tenor 1-5 and bass 1 in Ex. 1), a 6-note symmetrical cluster (of the type 1-2-1-2-174 — 
G-G#-A#-B-C#-D, mm. 11-13, in soprano 1-5 and alto 1 of Ex. 1). With the attacks 
dispersed on the same note in an almost improvisatory manner, this cluster virtually 
turns into a mobile cluster. 


Here is a possible diagram: 


Section 1 Section 2 Section 3 Section 4 
mm. 1-10 mm. 11-14 mm. 15-21 mm. 22-26 
SOR mobile cluster ; (reduced)texture mobile cluster (si idal) 
unison-G# texture is (reduced)texture xou glissando (reduced)texture "500 
G# Á G# hide p uen 5 unison-G# 
glissando rhythmic "play rhythmic “play 


The first section (mm. 1-10) begins with a tutti moment on the centre G# in 
almost all the voices, except for the alto 2 and bass 2. It is the most complex and 
agglomerated section, probably the best example of Niculescu's texture in this 
movement, in which the individual (in this case, that centre G#) is entirely 
incorporated into the collective. The rest of the sections are much more airy. In the 
second section (mm. 11-14), we have 3 superimposed planes: the quasi-mobile 
cluster, Gt with entries in stretto evolving in the manner of the first section and an 
extensive glissando in the low voices. The stop in measure 14 (Ex. 2) brings a new 
element, as the composer requests the transition from the syllable "-nu" to "m", like 
a murmur. In the third section (mm. 15-21), we witness a kind of triple counterpoint, 
with the planes from the previous section being redistributed to other voices, except 
for the disappearance of the quasi-mobile cluster and its replacement with a 
rhythmic play on different consonants. The last section (mm. 22-26) brings the 
stretto-like plane with that play on different consonants, followed by the return of 
the quasi-mobile cluster, slightly altered: the lowest note (G) is changed (with F). The 
movement ends with a totalizing and extremely concentrated moment, with a stop 
on G£, but where the composer indicates an alternation and not a transition, as in 
the case of the previous unison, between the syllable "-nu" and ^m" (murmur), thus 
creating a concentration of the entire movement in a single sinusoidal measure. 

We have chosen this movement because it represents a heterophonic 
moment specific to the composer's thinking, an alternation between complex and 
unison moments. The composer calls this structure sinusoidal, which is an 
appropriate characterization for the entire movement, although its previous 


24 The figures represent the number of semitones between the intervals that make up this cluster. 
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description, that of synchrony, is equally adequate. Although short, it is a complex 
and meticulously constructed movement, through which we can easily illustrate 
problems related to texture, alternation and superimposition of sound masses, as 
well as a heterophony projected at the level of the entire ensemble. 

Aforisme de Heraclit [Aphorism by Heraclitus] is not the only work in which 
the composer makes use of these compositional techniques. The problem of 
heterophony and the various possible musical structures generated by it are at the 
centre of both his theoretical and compositional works. A more extensive example 
is Ison I. The work had a first version for 14 soloists in 1973, and a second one for 
large orchestra in 1974. This work is based on the same central idea, the one-multiple 
binomial. It contains different stops in unison or on cluster-like chordal structures. 
The work includes over 20 such moments, all alternating with more or less 
agglomerated musical units, which Niculescu calls stratified monodies. Compared 
to the previous work, here we will identify a more "classical" form at the level of the 
entire ensemble, along with proper melodic moments. 

What is particularly interesting is the beginning of the work, where the first 
stop consists of a five-note cluster (see Ex. 4, m. 4, the string section). These five notes 
form the basis of the opening heterophonic sound material, or of the three-measure 
stratified monodic unit as devised by the composer (see Ex. 4, mm. 1-3, tutti): 


h=o2 2 3 
non vi. — - 


lez 


FLAUTI 


Wie 


CLARINETTI in Si? | 


2 g = 
T 3 = z non dim. 


quasi legato sempre 


con sord empr 
non vibr. non AANSEN * tenuto 


5 5 Es 


VIOLIN! 


pa = Et == 
a [X quasi legato sempre non dim 
- fon marc. sempre 


Qum mm gH < 
VIOLE T | = == 


7 
nm quasi legato sempre x 
€on sord non marc, sempre — 


tenuto 


VIOLONCELLI 


[El J = $ 
my quasi legato sempre: - non dim 
ton sord. non marc, sempre 

mon vibr P 


| == = = E Eft zz z 


tenuto 


CONTRABBASSI 


quasi legalo sempre 
pan marc semare 


Example 4 — Stefan Niculescu, Ison I, mm. 1-4 
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In this musical example, we notice that although the entire ensemble starts 
simultaneously with a five-note cluster (the same five-note cluster described above), 
beginning with the second measure, each attack in each instrument is dispersed 
vertically, so that almost no attack of a new sound in any instrument coincides on 
the vertical axis (with exceptions, such as between oboe, clarinet I, violin II and 
double bass, see Ex. 4, measure 2, beat 2). This method of treating the sound material 
is frequently used in this work. 

We could also add other examples from Stefan Niculescu's works, such as 
the heterophonic opening in Ison IP5, a work with traditional music influences. 

However, many questions remain unanswered. What exactly is musical 
syntax, the dimension of the macroanalysis of form? A relationship between 
different sound objects? What is heterophony (this being the initial question), a 
syntactic category or a compositional technique? Although we have not found 
answers to all these questions yet, we believe we can agree that essentially, and 
based on our proposed exercise, heterophony is an ancient accompaniment 
technique and, above all, a compositional technique and a technique of organization 
of the sound material specific to the 20% century. It has no place and we do not find 
it in the functional tonal periods, other than through forced approaches. We would 
also add here the need to complete those categories with a differentiation of the 
monophonic and monodic phenomena and of the problem of musical texture and 
other compositional techniques specific to the 20 century. While Niculescu's 
definitions of the phenomenon remain solid and valid, their classification as 
syntactic categories remains questionable. 
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Appendices 


Appendix 1 — Google image search for the term "heterophony'?e 


DEX.RO 


heterofonie 


Translated from Romanian by Marcella Magda 


?6 For better results, we have opted for a Google search in English. We also attach a search in Romanian. 
However, we notice that there are no major differences. 
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